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Introduction 
The idea behind this project is to compare Paul Karasik and David Mazzucchellis graphic 
rendition of Paul Austers City of Glass with the original novel. Inspired by the graphic novel 
in question I want to examine the options available to the comic-book medium for rendering a 
literary work of fiction as well as at the actual choices made by the authors of this particular 
rendition.1 This requires a good understanding of both Austers literary work and of the genre 
of comics. I will attempt to supply both in order to analyse the rendition. 
In the introduction to the graphic version of City of Glass Art Spiegelman criticises the 
term comic which he feels may no longer be the real name for a narrative medium that 
intimately intertwines words and pictures but isnt necessarily comic in tone. As he writes, 
the term graphic novels has been coined instead, but this struck him as a mere cosmetic bid 
for respectability. In order to substantiate this bid, beyond what his own work, Maus, had 
already accomplished, he set in motion a project of adapting an already existing fictional 
work, with suitable literary recognition, into a graphic novel: 
 
To make the task more difficult, the goal here was not to create some dumbed-down 
Classics Illustrated versions, but visual translations actually worthy of adult 
attention. (Spiegelman 2004) 
 
The result of this process was the graphic version of City of Glass. One of the two artists 
responsible for this translation is David Mazzucchelli. He says of the process of making this 
graphic novel that With this project, I think Paul (K.) and I thought of it not so much as an 
adaptation as a translation from one language to another. (Kartalopoulos 2004)2 
Clearly, the idea is to create a text that remains very faithful to the original work, and 
this means that the rendition cannot alter the story or the thematic content significantly 
without jeopardising the quality it set out to borrow. Since the reason for creating this work is 
to transfer the literary quality of Austers original novel to a medium that needs to prove its 
literary merits, the graphic rendition of Austers work has to render this quality as closely as 
possible.  
In this project, I will attempt to use relevant concepts from the field of translation 
studies to help me asses the success of this rendition. The shift from one medium to another is 
                                                
1 Since one of my points with this project is to examine just how close the graphic version of City of Glass is to 
the original novel, I employ the term rendition at this stage. This allows me to avoid the choice between 
translation and adaptation and the associations of close and free translation that they carry respectively. 
2 As Spiegelman argues that a comic imbued with literary merit deserves a change of name, it follows that the 
word comic can be used about the form and that the term graphic novel can be seen as a subgenre. Talking 
of the form, it thus seems appropriate to use the term comic, and talking of the specific text that I analyse I use 
the term graphic novel. 
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often considered a more creative process than simply translating, and in this lies the 
presupposition that this creativity necessarily distances the product of the translation process 
from the original. I want to question this presupposition by providing a comparative analysis 
of strategies employed by the graphic novel to capture the themes of City of Glass in the 
comic-book medium. By doing this from a standpoint in translation studies, I hope to show, 
that though equivalence is neither desirable nor possible, the graphic novel is capable of 
making a close rendition of the original novel without changing much except the medium of 
expression. Putting this as a question, I might ask if the intersemiotic quality of the translation 
has an impact on how the graphic rendition of Austers novel transfers story and themes? 
This is thus a translational analysis that compares the novel City of Glass with the 
graphic novel of the same name, and examines whether and how the comic form manages to 
maintain the literary quality of the source text. 
 
Theoretical foundations 
In this part of the project, I will consider how the field of translation studies can facilitate my 
analysis. First of all, since I am working with a translation process, I will attempt to define 
translation as a concept. I then consider what Ida Klitgård has to say on literary translations 
in my section Literary translation. This allows me to discuss the special problems connected 
with translating this type of texts. Since my object of analysis is not a translation between 
languages, I will be employing the work of Henrik Gottlieb to classify the translation process 
in question. This takes place in my section on Intersemiotic translation and is followed by 
Conceptualising the sign where I discuss Saussure and Peirces respective ways of doing 
just this. This will provide the background for an evaluation of the usefulness of Anne 
Schjoldagers concepts of Translational macro strategies and Micro strategies in relation 
to this type of translation. Then my section Signification in comics explores the form called 
comics in English, in order to discuss how it creates meaning. Finally, in my section on 
Methodogical considerations, I summarise my results of the theoretical part of my project, 
and explain how these thoughts facilitate my analysis of the intersemiotic literary translation. 
 
Defining translation 
My central idea is to discuss this textual transfer as a translation. Translation, however, can be 
defined in many ways. From Catfords 1965 definition of translation as the replacement of 
textual material in one language (SL) [the source language] by equivalent textual material in 
another language (TL) [the target language]. (Cited in Schjoldager 2008, 17) to Roman 
Jakobsons definition of translation: 
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(1) Intralingual translation, or rewording (An interpretation of verbal signs by means 
of other signs in the same language). 
(2) Interlingual translation or translation proper (an interpretation of verbal signs by 
means of some other language). 
(3) Intersemiotic translation or transmutation (an interpretation of verbal signs by 
means of signs of nonverbal sign systems). (Jakobson 1987, 429. Original emphasis) 
 
As I deal with the transfer from a novel in one language, which is a strictly verbal artefact, to 
a graphic novel in the same language, which consists both of verbal and graphic elements, i.e. 
from one system of signs to another, Catfords definition, with its ideal of equivalence and 
focus on languages, seems of little use. Jakobsons definition is much broader, and the idea of 
intersemiotic translation actually deals with translating from verbal signs to nonverbal signs. 
However, as a graphic novel consists of a combination of verbal sings and graphic signs, even 
this wider notion seems too limited. To move beyond this definition, I will be using Gottliebs 
map of the different transfers we may understand the term intersemiotic translation to mean. 
First, however, I need to examine what it means for this translation that it is a translation of 
literary content. 
 
Literary translation 
If we take it that we are dealing with a translation of a work of literary fiction, then a study of 
it may be enlightened by a brief look at the study of literary translation. Klitgård (in 
Schjoldager 2008, 247) offers an outline of what kinds of problems an interlingual translation 
of a literary work may face. Klitgård relates literary translation to the skopos theory of 
translation which focuses on the aim of translations. Briefly, the skopos theory of translation 
assesses the success of translations by considering how well they perform in the specific 
context they were designed for. Thus, translations need not be very close to the source text if 
they do not share its purpose (ibid. 159). Nevertheless, there may be a point to the form of the 
source text in relation to its receiver, and the translator may find it important to mediate this 
by imitating the form. As Klitgård puts it: 
 
The purpose [of literature] is generally for the writer to express something s/he urgently 
wants to communicate to other human beings in a linguistic and stylistic form the writer 
finds adequate for the purpose. (Klitgård in Schjoldager 2008, 250) 
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The form is then of central importance in literary translation and this kind of translation must 
imitate form to achieve similar content since the writers specific aims are never explicit or 
singular as they may be in other text types or genres (Klitgård in Schjoldager 2008, 253) 
In order to unlock what the writer wants to communicate, we must then turn to literary 
analysis, and acknowledge that we may never get to the bottom of the text, which makes 
translation complicated because we need to target text to be ambiguous in the right places, 
ambiguous in the right way, and as complex or simple as the original. We can count on every 
change in style or form to carry significance. The text thus works on both a textual and a 
thematic level. In Klitgårds words, 
 
the main challenge to a literary translator is that s/he is expected to operate on both 
levels: making sure the target story matches the source surface story, both in terms of 
form and content, [] as well as simultaneously telling a more profound story whose 
purpose is to touch or move the reader in some way or another. (Klitgård in Schjoldager 
2008, 250) 
 
Since the intersemiotic translation cannot work in the same medium as the source text, my 
analysis of City of Glass, the graphic novel, must look at how it attempts to render the 
significant thematic elements of the book in the comic-book medium. To asses whether the 
translation is successful on the thematic level, my next section presents a reading of City of 
Glass, the novel, which, though it may be far from comprehensive, can function as a basis for 
comparison.  
Having attempted this, I will move on to classify the kind of translation I analyse. This 
will allow me to examine how the field of translation studies is relevant for understanding the 
intersemiotic translation. 
 
City of Glass, the novel  
In this section, I follow William Lavender (1993) and argue that City of Glass can be 
understood as a meta-fictional novel. Lavender sees the novel as a detective novel which 
serves as an allegory for novels in general and [which] then uses it to examine the 
possibilities of the form (1993, 219). The elements that Lavender highlights in his analysis of 
the novel as meta-fictional all have to do with open spaces in the narrative: 
 
Characters appear, they are sketched full of potentials which we logically expect to be 
fulfilled, and then they walk of the page never to return. [...] A mystery is presented, 
investigated, drawn out to what we feel is its mid point, that place where it is most 
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profligate of potential solutions, and then abandoned and never solved. A figural third-
person point of view is scrupulously maintained until the last two pages, where an 
enigmatic I suddenly reveals itself (1993, 220). 
 
Here Lavender highlights some of the ways in which our expectations to the narrative 
situation are jostled in City of Glass. This happens through different channels, and one of 
these is the characters. The character of Peter Stillman is afraid his father will kill him. He 
walks like a marionette trying to walk without strings (Auster 1987, 17), and Lavender 
interprets him as a character somehow cut loose from his author (1993, 226). He suggests 
that this is why he needs the help of Quinn, who is in fact impersonating Auster, whom he 
thinks is a detective, but who we know is a writer. A role he also turns up to fill as a character 
in the novel. We may also notice the situation where our detective-writer Quinn, tries to return 
to his writer identity and the apartment he owns, but finds that he has been replaced by a girl 
who could be one his readers (Auster 1987, 149) - reverting the power relation between 
author and reader. Another instance of this jostle is in the narration. Because the story is 
mostly told from Quinns point of view, no explanations are supplied by him. In this novel 
then, the clues are insufficient for the detective, but perhaps not for the reader. As the 
enigmatic I narrator says in the beginning of the story The question is the story itself, and 
whether or not it means something is not for the story to tell (Auster 1987, 1). 
We can then distinguish between the thematic and the meta-thematic level of the novel. 
There are important elements that operate on the level Quinn is able to perceive: The loss of 
his son, Stillmans theory of the fall of language, the peculiarity of the link between his 
existence and that of the red notebook, becoming homeless, and posing as a detective. These 
are all elements that are acutely experienced by Quinn, and which play parts in his existence. 
But because Quinn is living, rather than reading, his own story, he is unable to figure out why 
Auster is having such fun telling him about Don Quixote: It seemed to be kind of a soundless 
laughter, a joke that stopped short of its punchline, a generalised mirth that had no object 
(Auster 1987, 120) - and he is unable to catch the double meaning of his good-bye to Auster:  
 
Auster accompanied him to the door. He said, Ill call you as soon as the check 
clears. Are you in the book? 
Yes, said Quinn. The only one. (ibid. 122-123) 
 
Quinn may be in the phone book, but he is also the character of the book Auster is writing. 
Thus, the meta-thematic context is unknowable from the characters point of view, but we 
cannot get to this level except through interpreting the situations Quinn finds himself in. In 
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City of Glass, the novel, it is often Quinns inability to perceive what is going on that alerts us 
to the fact that this is a space open for interpretation.  
Indeed, both the narration and the characteristics of the characters (as well as other 
elements of the story) can be said to support a meta-thematic interpretation which occur on 
the level of the plot. In a detective novel, we expect the detective to be presented with a 
mystery which is then solved when a critical number of clues have been obtained. In this 
context it is interesting how Brooks identifies the detective story as an archetype of narrative 
(1984, 25). Plot is especially important in detective stories as the detective repeat [sic], go 
over again, the ground that has been covered by his predecessor, the criminal (ibid. 24). In 
the same way the reader follows the detective in the detective novel as he is attempting to 
make sense of the tracks of the criminal, the reader must trace the main character, Quinn, in 
his attempt to make sense of his assignment. The assignment is informed by the clues, but 
these do not make sense on the concrete level Quinn can perceive.  This is because he cannot 
know that he is a character in a novel. If he knew this basic fact, only made available to us 
readers through the implicit hints of the narrator, he would have a chance to pick up the 
intertextual references to Don Quixote (Auster 1987, 116). If he, like the reader, was able to 
listen to the narrator telling the story, he would be able to add the element of the unstable 
author-reader relation to the riddle. But of course he is not able neither to listen to the 
narration, nor to suspect Peter Stillman junior of being authorless. The meta-fictional 
possibility for interpreting this as a novel about novels is clear, but not to the detective 
himself, and this is why the mystery is unsolvable for Quinn. 
When I move on to my comparison of novel and graphic novel, I will try to provide 
examples that are relevant to how the novel achieves this open quality. I do not pretend to 
be able to deliver a comprehensive reading, but focus on the key elements presented above. At 
this point it is enough to have exemplified that the novel works through a complex web of 
subversions of reader expectations, and that the kind of open spaces that the novel invites us 
to make sense of occur both on the level of the plot, but also as hints in the descriptions and in 
the narrative situation. 
 
Intersemiotic translation 
In order to examine what kind of semiotic system the comic is, and thereby the translation this 
project is about, I use Gottliebs concept of multidimensional translation. 
 First of all, using this concept entails that I use semiotics to conceptualise text. This 
should give me a very wide definition of texts that is open enough to encompass a text that is 
part graphic. Here, I employ Gottliebs definition of language, which he defines as any 
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communicative system working through the combination of sensory signs. This implies that 
text may be defined as any combination of sensory signs carrying communicative 
intention. Accordingly translation is any process, or product hereof, in which a text is 
replaced by another text reflecting, or inspired by, the original entity3. (Gottlieb in 
Schjoldager 2008, 42). On this basis, Gottlieb suggests a dichotomy of translation types based 
on a classification of the target text along four lines: Semiotic identity or non-identity, 
changes in semiotic composition, degrees of freedom of the translator, and the presence or 
absence of verbal material. (Gottlieb figure 10 in Schjoldager 2008, 44). I have included part 
of the map of multidimensional translation that Gottlieb suggests on this basis in Appendix A.  
These parameters can be used to categorise the translation that I analyse, effectively 
expanding Jakobsons definition of intersemiotic translation. The original novel consists 
primarily of verbal signs, and the graphic novel consists of both text and images. This means 
that it employs different and more channels than the original, and that we can classify the 
translation as an intersemiotic and supersemiotic construct. The target text is also a 
deverbalising translation, containing less verbal material than the original. 
The first parameter distinguishes between intersemiotic translations and intrasemiotic 
translations. Thus, the interlingual translation takes place within the same semiotic system, 
the verbal one, and is thus an intrasemiotic discipline. This distinction allows me to examine 
how these two types of translation are different by relating them to different 
conceptualisations of the sign in my section on translational macro and micro strategies. In 
my analysis, I go on to ask how the specific translation I am dealing with is accomplished. 
Here the second parameter, the number of channels, and the fourth parameter, the 
presence of absence of verbal material, becomes important. It is clear that novels can be 
illustrated, and this means that the novel can include the same number of channels as the 
comic can. The difference is in the weight of the channels. A novel is primarily textual, and 
the presence of visual material is usually of secondary nature, as it is not necessarily supplied 
by, or even in collaboration with, the author. A comic, however, can function without verbal 
material, though it has the option of including it. 
This brings me to the fourth parameter, the presence or absence of verbal material. This 
distinction allows me to ask questions about how the presence of verbal elements influences 
the understanding of the graphic elements. Here I look for answers in McClouds description 
of how comics structure meaning in the section Signification in comics.  
                                                
3 This is the definition of translation I use throughout the rest of the project. Note that both the everyday uses 
of translation as meaning a close rendition and adaptation as meaning a free rendition are included in 
this definition. 
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I refrain from discussing the last of Gottliebs distinctions between adaptational and 
conventional translations, because it is unclear how he defines convention. Instead of 
looking at whether a translation concerns itself with normative ideas about how translations 
should function, I find it more interesting to discuss how comprehensively the target text 
renders the source text. The question I want to answer is how the translation accomplishes a 
change in semiotic composition, and if this has consequences for how the target text is 
structured. I thus need to analyse the target text to discover whether it is source or target text 
oriented, and whether this orientation has to do with the change in form. A translation which 
stresses fidelity to the source text is different from one which has its own agenda with the 
content of the source text. Here the concept of translational micro and macro strategies 
becomes important again, and I return to this question in the relevant sections. 
Though Gottlieb describes his model as a semiotic one (ibid. 40), it does not define the 
sign as such. Below I compare Ferdinand Saussures and C.S. Peirces respective 
definitions of the sign. I relate Saussures definition of the sign to the interlingual translational 
situation, and argue that we need to move beyond this definition of the sign in order to 
understand intersemiotic translations. 
 
Conceptualising the sign 
In her description of interlingual translation, Susan Bassnett uses Saussures definition of the 
sign. Bennett sees the objective of translation as semiotic transformation (2000, 18). Every 
word contains invariant information. She uses the example hello which conveys the 
notion of a greeting. Translation is about conveying this invariant information across 
languages. The greeting in the source text must be replaced by a phrase carrying the same 
notion in the target text. Employing Saussures distinction between signified and signifier 
(ibid.), Bassnett argues that interlingual translation is difficult because the relation between 
signifier and signified is arbitrary. The word for butter could just as well mean cat, or 
if. The meaning depends on the structural relation of this word to other words. Bassnett 
describes this by reference to Saussures distinction 
 
between the syntagmatic (or horizontal) relations that a word has with other words that 
surround it in a sentence and the associative (or vertical) relations it has with the 
language structure as a whole (ibid.) 
 
The meaning of a word is then decided by how it places itself in the web of signification of a 
given language. One of the problems in interlingual translation is that no two languages have 
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a similar web of signification. Bassnett uses the associations carried by the word English 
butter and the Italian word burro to exemplify this. Both butter and burro describe the 
product made from milk and marketed as a creamy-coloured slab of edible grease for human 
consumption. (ibid. 19) However, burro, normally light coloured and unsalted, is used 
primarily for cooking [] whilst in Britain butter, most often bright yellow and salted, is 
used for spreading on bread and less frequently for cooking (ibid.) It is these kinds of 
interlingual changes in meaning that interlingual translation must find ways of overcoming.  
Though Saussures sign makes sense in relation to interlingual transfers, it cannot be used to 
describe intersemiotic transfers. Their relations to other words do not define the meaning of 
graphic elements, and their relation to the thing they signify is not arbitrary. This means that 
they fall outside Saussures definition of the sign, and that I need to employ a wider definition 
to describe the intersemiotic transfer from novel to comic.  
Here I draw on Peirces division of signs, into index, icon, and symbol, in an attempt to 
extrapolate on the relevance of this distinction for the kind of translation I am dealing with. 
According to Hookway (1993), 
 
interpretation of an iconic sign is grounded in a resemblance between the sign and its 
object, interpretation of an index exploits a real existential relation between the two, 
and we can defend our interpretation of a symbol by reference to an established practice 
of so interpreting it. 
 
Peirce exemplifies the real existential relation of the index to its object by reference to the 
weathercock, because it really takes the selfsame direction as the wind  and we are so 
constituted that when we see a weathercock pointing in a certain direction  we are forced by 
the law of mind to think that direction is connected with the wind (1998, 14). In the same 
way a given text is an indication that somebody has been writing. Thus, the graphic novel as 
index is not relevant for this project. As opposed to the index, however, the relation between 
the symbolic and iconic types of signs highlights a central difference between the signification 
of words and images. Iconic signs create signification by looking like the thing they represent, 
i.e. through optical illusion. Peirce exemplifies this by reference to the photograph, which he 
argues usually conveys a flood of information (1998, 13). Icons are thus a kind of sign 
which carries meaning by looking like the object it signifies, a type of signification not 
covered by Saussures concept of the sign. His sign has more in common with Peirces 
symbol. When explaining how the symbol is different from an icon or and index, Peirce links 
it to the index: 
  Page 12 of 52 
 
When we speak of a noun, we do not think of what its effect in a sentence may be, but we 
think of it as standing alone. Now a common noun such as man, standing alone, is 
certainly an index, but not of the object it denotes. It is an index of the mental object 
which it calls up. (1998, 17-18) 
 
The symbolic sign is the manifestation of an idea which does not resemble the actual object. 
Thus, much like Saussures definition of the sign, symbolic signs are based on convention and 
their resemblance to the thing they signify is arbitrary. These observations will help me 
discuss whether translational macro and micro strategies can be used to describe a translation 
between a verbal monosemiotic text and a text that employs both iconic and symbolic signs. 
 
Translational macro strategies 
As I have already established, the goal of the comic rendition of City of Glass is to make a 
very close translation of the novel into another media. This statement can be qualified by 
referring to Schjoldagers discussion of macro strategies in translation which relates the 
choices of the translator to the communicative situation. Schjoldager distinguishes between 
source and target text oriented translations, and focuses on three parameters that are relevant 
when a translator considers how target or source oriented a translation s/he wants to make 
(Schjoldager 2008, 72): 
1. Form and content versus effect 
2. Communication of someone elses communication versus mediation between 
communication partners 
3. Covert versus overt translation 
Thus an overt translation that renders someone elses communication, while it focuses on the 
source texts form and content, points to a source text oriented translation. The intersemiotic, 
literary translation is certainly overt communication of someone elses message, and, because 
it is a literary translation, it must focus on the content of the source text if it is to appear 
convincing. In this last statement lies a central problem to this translation. Mazzucchellis 
claim is that the graphic version of City of Glass is supposed to be a very closely translated 
version of the original, and this is what we expect from a literary translation. Since there is a 
point to the form of the novel, this objective may be in conflict with the transfer to another 
form. Since an iconic sign is more open than a verbal one, any iconic interpretation of a verbal 
sign works through likeness alone, unless some other context is supplied. In order to examine 
how close the translation actually is, I need to be able to describe how the graphic novel 
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accomplishes the transformation. Here the concept of translational micro strategies becomes 
relevant. 
 
Translational micro strategies 
In order to discuss the macro strategy of the comic I need to be able to find out how the 
intersemiotic nature of the translation influences it, as well as what strategies the translation 
uses to convey the content of the source text. 
The micro strategies found in Understanding translation all deal with what Jakobson 
calls translation proper (1987, 429). I am dealing with an intersemiotic translation, 
however. This means that I need to relate the interlingual source and target text relations that 
the micro strategies are designed to describe to the intersemiotic source and target text 
relation. Below I list the different micro strategies that Schjoldager suggests as relevant for 
interlingual translation (2008, 92). Then I explore whether the different categorisations may 
be used about the intersemiotic translation. 
 
Direct transfer 
Calque 
Direct translation 
Oblique translation 
Explicitation  
Paraphrase. 
Condensation 
 
Adaptation  
Addition  
Substitution  
Deletion  
Permutation  
Transfers something unchanged. 
Transfers the structure or makes a very close translation. 
Translates in a word-for-word procedure. 
Translates in a sense-for-sense procedure. 
Makes implicit information explicit. 
Translates rather freely. 
Translates in a shorter way, which may involve implication 
(making explicit information implicit). 
Recreates the effect, entirely or partially. 
Adds a unit of meaning. 
Changes the meaning. 
Leaves out a unit of meaning. 
Translates in a different place. 
 
The first category is immediately relevant for the comic translation. Because most of the 
translation is done on the graphic level of the text, the verbal elements can simply be 
transferred almost unchanged from the novel. Thus we may expect to find many direct 
transfers on the verbal level of the graphic novel. The rest of the micro strategies can be 
divided into two groups. The first group relates mostly to linguistic problems of transference, 
and thus they make little sense if employed about an intersemiotic translation. As an example, 
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we might use Schjoldagers illustration of the calque. She uses a translation of a line from the 
Danish national anthem to illustrate this strategy. The line Det bugter sig i bakke, dal, 
becomes It winds itself in hill, valley, (ibid. 94). Here a Danish phrase of a dubious 
idiomatic quality becomes an obviously un-idiomatic piece of English. This form of 
translation is relevant, for instance, for verbal transitions which have a special reason to 
disregard the demand for idiomatic consistency within the translation. This could be relevant 
if the translation wants to highlight the difference between the structures of Danish and 
English. Or it can be used in an attempt to convey what the actual content of a poem in 
another language is, since poems, perhaps more than other verbal texts, rely on the 
associations and connotations of words to one another, as well as on their onomatopoeic and 
rhythmical qualities, which makes them notoriously difficult to translate. Other categories 
suffer from the same problem of being specialised descriptions of interlingual word relations. 
Oblique translation describes a shift in the precise semantics of the words used, which is 
none the less acceptable because it renders the sense very well (ibid. 99). Similarly, 
paraphrase means to retell, but iconic elements do not tell at all. These concepts are simply 
not relevant to an intralingual intersemiotic translation which can simply transfer verbal 
elements without worrying about idiomatic implications or exact connotations. 
The second group consists at least of adaptation, condensation, explicitation, deletion 
and addition. The changes described by this group can be argued to take place between the 
graphic and the verbal elements of the comic. This is clear if we consider condensation and 
explicitation in relation to this parameter. Thus, making implicit meaning explicit is possible 
if the implicit meaning can be illustrated. If Auster, the character, is described in the novel 
without actually telling us that he looks like the real Auster, this relation can be made explicit 
by actually portraying Auster. In the same way explicit meanings can be included between the 
pictures of a picture sequence without actually showing them, thus condensing the story. The 
problem is that these kinds of changes can also be seen as instances of addition or deletion. 
When implicit information becomes explicit, it adds a layer of meaning, since there may have 
been a point in keeping the information implicit. The same is true for condensation, which 
simply removes elements that the source text found important enough to include or state 
explicitly.  Thus, the concepts of deletion and addition seem sufficient to describe the comics 
ability to subtract or add elements that are not found in the source text. Furthermore, the last 
concept I consider, adaptation, is vaguely defined and overlaps with deletion. Recreating 
the effect, entirely or partially certainly excludes additions - but why not include them? By 
employing this wider definition of adaptation, allowing it to include addition and deletion 
(or both at once) it can serve as an approximate description of what happens when words 
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become pictures. The concepts are detailed enough to discuss whether graphic translation 
improves or impoverishes the target text, and it can be used to discuss the source or target 
orientation of the translation. Thus, adapting the source text can result in both deletions and 
additions, or loss and gain, of different elements. Due to the denseness of literary texts, loss 
and gain do not equal deletion and addition in a literary translation. An addition can mean the 
loss of interpretative openness, and deletion can be argued to add unwanted clarity. 
To be able to discuss these problems, however, I need to be able to describe what 
actually happens in the comic translation. The micro strategic concepts I have left are not 
detailed enough to describe exactly how the verbal elements are converted into graphics. Here 
Peirces conceptualisation of the sign and the concepts of Scott McCloud are useful for 
understanding the ways in which comics create meaning. When a translator decides how best 
to render the source text in pictures, he or she transfers meaning from a verbal sign system to 
a polysemiotic, primarily visual one. My next section explores this polysemiotic system.  
 
Signification in comics 
In this section I employ McClouds definition of the comic form and the semiotics of C. S. 
Peirce, in order establish what kind of semiotic system the comic is. This will help me 
describe the tools available to a comic translation of a verbal artefact. I examine some of the 
ways in which the comic contextualises the iconic signs in order to convey meaning precisely, 
and I look at the different ways in which picture sequences operate, how they combine with 
words, and how the signification of the iconic graphic elements is structured.4 
 
Defining the comic 
McCloud suggests that we define comics as juxtaposed pictorial and other images in 
deliberate sequence. (1993, 9) By using the words pictorial and other images, McCloud is 
approaching Peirces subdivision of signs into iconic and symbolic signs. This definition 
thus acknowledges that more than one sign system is at work, but sees comics as a graphic 
medium that potentially can include other types of signs, such as verbal ones. It also 
highlights one of the defining traits of the comic: the picture sequence.  
 
Sequential graphic elements 
In order to understand how comics tell stories through images, we may turn to McClouds 
concept of closure. He defines closure as observing the parts, but perceiving the whole 
                                                
4 Pictures tell stories in many ways, all of them potentially relevant for the comic. In this section I have tried to 
focus on the possibilities that can be seen as especially relevant for comic storytelling.  
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(1993, 63). In comics, this works through the blank spaces between images: nothing is seen 
between the panels, but experience tells you something must be there (ibid, 67). We can then 
subdivide the types of picture sequences used in comics according to how much the reader is 
asked to infer. The subdivision depends on the nature of change from picture to picture. We 
may deal with a change from (ibid. 74): 
1. Moment to moment 
2. Action to action 
3. Subject to subject 
4. Scene to scene 
5. Aspect to aspect 
6. Non-sequitur 
I have included McClouds illustrations of these sequences in Appendix B. Picture sequences 
are important since they are one of the ways the comic uses to narrow the interpretational 
space of a picture. When each picture provides part of the context for understanding the rest 
of the pictures, the comic is able to signify different kinds of meaning. Moment sequences 
highlight the detail of how an action develops, requiring little closure, while action sequences 
skip the middle stages and simply show one action following another. Subject sequences stays 
within a scene or an idea and scenic shifts transport us across significant distances of time 
and space (ibid. 71). Aspect shifts occur between different aspects of the same scene, often 
used to establish a mood or a sense of place (ibid. 79) and the non-sequitur sequence seems 
to defy any logical relationship between panels (ibid. 72). See Appendix B for McClouds 
illustrations of the different types (2006, 15). 
Our comic employs a basic framework of nine panels to a page, setting a steady pace 
for the storytelling. This basic sequence can be changed a bit in order to create different 
effects. Any number from two to all nine panels can be combined to create one or more larger 
panels (see the illustrations from the comic included in the appendixes). Large panels (6 to 9 
units) are often scenic in nature (see page 12 or 34), while smaller panels can be used to 
capture and give weight to an action (such as on page 31). This system can also, however, be 
abandoned altogether (beginning on page 129), which signifies the basic break in the storyline 
that occurs when Quinn has lost hope both of solving the case and of returning to his old life. 
Normally, however, regular changes in the nine-panel sequences are used to set the pace of 
the story, lending focus to things that are extensively described in the novel. 
Pictures, then, can tell stories simply by showing aspects of an action and relying on the 
reader to fill in the blanks, thus creating everything from sense of space and time, to the 
sequence of events that constitute a plot. However, they can also, when it comes to the non-
  Page 17 of 52 
sequitur construct, choose to leave it almost completely up to the reader to make sense of the 
combination.  
 
The polysemiotic quality of comics 
The concept of closure is also relevant for understanding how the polysemiotic nature of 
comics guides the reading. The comic can be roughly divided into graphic and verbal 
elements. We find many combinations, however, and the two have to work together in order 
to achieve, as McCloud puts it, that seamlessness and balance that can help make reading 
feel like living. (2006, 129) McCloud divides the different ways in which pictures and words 
can work together into seven categories. (2006, 130) The combinations are: 
1. Word specific 
2. Picture specific 
3. Duo-specific 
4. Intersecting 
5. Interdependent 
6. Parallel 
7. Montage 
I have included McClouds illustrations of the different combinations in Appendix C (2006, 
130. These categories can be used to analyse the different pictures as they have different 
effects. The word specific combination of words and images could also be called illustration. 
Here the words provide the meaning and the pictures support this meaning. When words 
provide everything needed to move the story forward, it leaves the pictures free to supply 
meaning on another level. The picture specific combination is the opposite of the word 
specific one. Here the pictures tell the story and the words illustrate the action. According to 
McCloud, this can provide a sense of direct experience and immediacy. The duo-specific 
combination consists of pictures and words that convey the same meaning which often creates 
redundancy. Intersecting graphic and verbal elements, on the other hand, each convey a part 
of the total picture. Thus, the verbal or the graphic elements convey details that are important 
for understanding one another, but it is possible to make some sense of one without the other. 
Interdependent pictures and words tell a story together that they could not tell separately. In 
this category McCloud quotes City of Glass, the graphic novel, to illustrate the effect: 
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(McCloud 2006, 137) 
The parallel combination is the opposite of this, as texts and words follow entirely different 
paths. This can be used to create a multiplicity of effects, but McCloud notes especially that it 
can also be put to experimental uses, for instance to create a disorienting sense of 
psychological inertia by making the captions refer primarily to the pictures that precede them 
(ibid. 138). Lastly we have the montage, here words and letters take on a pictorial quality 
and are combined more freely with the pictures that surround them. (Ibid. 139) 
In the montage category, we find onomatopoeia. According to Hans-Christian 
Christiansen the onomatopoeia signifies the sound imitating aspects of words5, but he goes 
on to suggest that In comic-book theory it is also used in a wider sense, which points out that 
words paint sound, based on the graphic quality of words. (2001, 59) Thus images of the 
phone ringing on page 9 (Appendix D) are jagged to resemble the unpleasant quality of the 
sound and the word grows from picture to picture as the urgency of the noise increasingly 
irritates Quinn. This is also called synaesthesia. McClouds example of this is the graphic 
quality added to onomatopoeia to make the word bang feel loud (1993, 123). This, 
according to Christiansen is a central trait in the comics iconographic creation of meaning 
(Ibid. 57), and if we employ Peirces concept of the sign, we may see this as an integration of 
the iconic and symbolic qualities of the sign. The graphic elements enter the realm of the 
symbolic, gaining meaning beyond that which they resemble. Taking an example from 
Christiansen, we may think of the light bulb signifying a good idea (2001, 97). The iconic 
representation of a light bulb is used as a symbol, conventionally signifying an idea. 
Christiansen uses the term medium specific codes to denote the kind of codes that belong to 
the comic medium by convention (for instance the light bulb as an idea). Other codes are 
                                                
5 Christiansen writes in Danish. The translation is mine. 
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individual, which means that they are established by convention in a specific comic (Ibid, 
57-58).  
Thus, the comic form can integrate iconic and symbolic elements freely in order to 
guide iconic meaning. Iconic signs may also have symbolic qualities, both by conventions 
common in the genre, but also by conventions established by the individual comic. 
 
The style 
The comic can guide how images are read through the style of the drawing. If we ask 
McCloud, he argues that  
 
When we abstract an image [] were not so much eliminating details as we are focusing 
on specific details. By stripping down an image to its essential meaning, an artist can 
amplify that meaning in a way that realistic art cant. (Ibid. 30) 
 
By simplifying an image an artist may draw our attention to the important aspects of that 
image. Along the same lines, he argues that we dont just observe the cartoon, we become it 
(ibid. 36). Thus, iconic signs can guide meaning through simplification which also triggers 
identification. This can be exploited by drawing characters we are supposed to identify with 
less realistically than characters we are supposed to see as enemies (ibid. 44). To this, we may 
add the fact that drawings can be given other attributes through stylisation. A good example 
from the graphic novel is the change that occurs in the style from when Quinn begins to use 
his notebook for observing the homeless. Compare these images: 
 
In the section describing the homeless people of New York, the style of the comic makes 
increased use of jagged, thicker lines and hatching. Again, the concept of synaesthesia is 
relevant for understanding the effect. The jagged lines make us feel the despair portrayed in 
the images. At the same time it can be interpreted as a more subjective point of view than that 
of the narrator, as the sequence represents a dive into the notebook Quinn records his thoughts 
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in, making him narrator for a while. A shift in style can then be used to signify a shift in point 
of view.  
The concept of style, however, does not fit with the general argument that the iconic 
signs of the drawing are made more symbolic. The definition of symbolic signs is that their 
meaning is attributed through convention, not by resemblance or a real existential relation. 
When graphic elements work synaesthetically, however, they do not draw on either real 
relations or resemblance to create an effect. The OED defines synaesthesia as Production, 
from a sense-impression of one kind, of an associated mental image of a sense-impression of 
another kind. This is something all humans do, and a feature of the iconic sign. 
I thus see the comic form as a polysemiotic system. The intersemiotic nature of the 
translation can be argued to be in conflict with the translators source oriented strategy 
because the semiotic system of the comic employs iconic signs. However, adaptation from the 
verbal sign system of the novel to the comic form can narrow the scope of iconic 
representation by using different approaches. These both include providing the reader with the 
proper context for understanding the graphic content, by placing the images in sequences, and 
the inclusion of verbal elements that also provide a framework for the interpretation of iconic 
signs. Thirdly, the iconic signs, in themselves, draw, at least, on simplification and style for 
synaesthetic effects, conveying symbolic meaning beyond that which they resemble. The 
latter can be conventions either from the comic form or local in the individual comic. In the 
next section, I do a brief walkthrough of the different concepts I have introduced, and how 
they are relevant for the method of my analysis. 
 
Discussing the methodogical approach 
An attempt to adapt a novel to a visual medium, or to illustrate parts of one, requires the 
translator or illustrator to decide on which concrete visual manifestations he or she wants to 
give the verbal elements of the source text. Gottliebs parameters allow me to present this 
visual representation of the translation process in question: 
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At the top, I have indicated the verbal elements that constitute the novel, and at the bottom the 
graphic elements of the graphic novel. The two are separate entities, but there is an overlap 
since most of the verbal material of the comic has been taken directly from the novel. Of 
course, it is the transformation of the verbal elements into graphic elements that makes the 
graphic version a suprasemiotic and deverbalising construct. The important thing to notice is 
the relation between the graphic and verbal elements. Instead of seeing the verbal content as 
lost, which a purely linguistic concept of translation would, I examine how much of the 
meaning the combinations of graphic and verbal elements convey. If the text is a close 
translation, the graphic elements can be supposed to correspond as closely to the meaning of 
the original verbal elements as the translators found possible. Exactly how close this is will be 
considered in my analysis. The comic translation must thus convey every aspect of the novel, 
even those that may be less easily transferred to a visual medium. 
As argued above, the micro strategies suggested by Schjoldager are designed to 
describe interlingual translations. While something may look like a deletion from a linguistic 
perspective, the lost meaning (and more) may actually be conveyed on the graphic level of the 
target text. This means that I have had to narrow down these nuanced descriptions of what 
translators can do to compensate for linguistic incompatibility - leaving me with the concepts 
of adaptation, deletion and addition. While these may be sufficient for discussing whether the 
translation is target or source oriented, it is clear that it is not a sufficient description of the 
tools available to an intersemiotic comic translation for rendering a verbal text in the comic 
form. Here, I turn to McClouds conceptualisation of what the comic form can do. Drawing 
on his description, comic adaptation can be seen to take place on at least three levels: within 
the pictures, between the pictures, and between pictures and words. If a comic employs 
mostly iconic elements to signify the original verbal content, we can borrow McClouds 
concept and call the strategy a picture-specific one. If it uses mostly verbal symbolic 
elements, and the pictures functions as illustrations, it is a word-specific translation. A comic 
translation may also use words and pictures together, which would make it a synergetic 
translation. Again, I borrow the terminology from McCloud and subdivide the synergetic 
category into the intersecting, parallel, interdependent, and montage strategies. Just as with an 
interlingual translation, a given translation can use any or all of these categories. I suspect, 
however, that when a comic translates from a verbal text, there may be a tendency to rely on 
words more than comics usually do.  
It is within this framework I will attempt to describe what goes on in the translation of 
City of Glass into a graphic novel. I will use the categories I have introduced in this section, 
and what I know about the effect of employing them from my section on signification in 
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comics. On this basis, I aim to examine the closeness of the graphic translation by noticing 
whether it adds or subtracts important elements as compared with the novel. Additionally, I 
hope that the concepts about comic translation will help me explain any deviations from the 
source text orientation I may encounter. 
Below, I begin by dealing with the pattern of verbal transference from the novel, and 
then I move on to consider the prominently graphic or synergetic parts of the translation. 
Since I deal with a literary translation, I need to do some literary analysis to be able to 
interpret the implications of the strategies employed by the translation. I have described the 
text as an open construct, but when I perform my analysis, I interpret the novel along meta-
fictional lines. I limit my comparison to the elements important for this interpretation - though 
other interpretative frameworks are undoubtedly possible and would find other aspects of the 
source and target texts important. 
 
City of Glass, the intersemiotic translation 
In this section I will examine how the comic presents the plot, how the characterisation 
functions, and how it deals with the narrative situation and the intertextual elements. The aim 
of this analysis is to establish whether the macro strategy is a source or a target text oriented 
one, and whether the intersemiotic nature of the translation influences the choice of strategy. 
Very generally I attempt to find out what happens to the verbal elements of the novel, how 
they are transferred, interpreted graphically, and whether they undergo any mutations. I will 
then attempt to classify them with the strategic categories I introduced above. To begin with, I 
divide the verbal elements into different categories that will allow me to look at what the 
forms of the comic and the novel do best respectively. 
 
Verbal elements 
In the comic, as in the novel, the text can be divided into dialogue and narration. The different 
verbal elements from the novel can be transferred to the comic, deleted, converted into 
images, or changed with different effects. Since both the comic and the novel establish a 
concept of normality that they proceed to break with, the first part of my analysis compares 
what can be considered the normal mode of narration in the novel and the graphic novel.  
Below I will return to how the texts achieve additional effects by flouting this normality. In 
the passages below, I have tried to select examples that follow the genre conventions of the 
comic. Generally, the dialogue is contained in speech balloons, and the transferred narration 
appears in the captions.  
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Dialogue 
Much of the verbal storytelling of the novel describes the nature of the dialogue that takes 
place. The dialogue in the novel consists of quoted speech, and occurs frequently. One of the 
occasions is when Quinn has sought out the Paul Auster who is listed in the phone book: 
 
The man seemed surprised to find a stranger standing before him. 
Yes? he asked tentatively. 
Quinn spoke in the politest tone he could muster. Were you expecting someone 
else? (Auster 1987, 111) 
 
Here, the quality of the words, how they are delivered and how they are perceived, is not 
represented by adding the paralinguistic6 markers that accompany speech, such as body 
language or intonation. This level is skipped, and instead this quality is presented in the 
standard mode of narration, expressed as experienced by Quinn. The adverb tentatively, 
thus occurs as an experienced quality of the word - no matter how the character Auster may 
have signified this quality. In the comic, this word is removed: 
 
(Mazzucchelli and Karasik 2004, 88) 
The tentative quality of Austers behaviour is conveyed by his body language and the strategy 
is the picture-specific one. The meaning is relocated to the pictures that show him hidden 
halfway behind the door during the conversation. The tentative quality is transferred, but the 
fact that it is through Quinn we experience is no longer implied as it was when it was 
conveyed by the word. Instead, this subjective quality is expressed by the zoom on the pen in 
Austers hand - also a picture-specific strategy. The pen is seen though Quinns eyes, thus 
adding the subjective dimension and most of the original elements are conveyed. The effect is 
mostly similar to the passage in the novel and there is no issue of loss or gain. 
                                                
6 I borrow the concept from Poyatos 1983, 66. Unlike Poyatos, but like Laver and Hutcheson, I use the term to 
describe both vocal paralinguistic features (tone of voice) and nonvocal paralinguistic features (kinesics). 
(Laver and Hutcheson, quoted in Poyatos 1983, 66) 
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We may also examine how the dialogue is separated from the story by the speech 
balloons. In this example, we see the standard form of speech balloons in the comic. These 
may have a clear synaesthetic quality, which is apparent if we notice how they may evolve to 
fit voices with much more radical qualities than normal speech. This means that the dialogue 
can be coloured by the type of speech balloon used and the typography employed. Speech 
balloons conventionally have forms that correspond to different functions. Dialogue is usually 
found in round balloons, thoughts in clouds, and phone calls in sharp balloons. The same 
effect that was achieved by body language in the example above could also have been 
accomplished by employing the synaesthetic colouring we know from onomatopoeia, for 
instance by making the lettering of the word balloon smaller. This would have been a form of 
montage, and thus a synergetic strategy. In other instances, the nature of the voice does affect 
the balloons. They can be sharpened for loudness, or they can change according to the 
qualities the comic wishes to signify: 
 
(Mazzucchelli and Karasik 2004, 39, 11, 70) 
A wide range of balloons is found in the comic. In these three examples, we find some of 
these possibilities exemplified. The angular speech balloons, for instance, signify that 
Stillman seniors voice is of a special significance. Likewise, the jagged phone balloon is 
irregular and the print is smaller than the one found in Quinns balloons. There are no 
descriptions of the quality of this voice in the comic, and this makes it a synergetic 
translation. Considering whether this coveys all of the original meaning, I argue that it is not 
possible to claim that an irregular, jagged balloon, with a combination of upper and lower 
case, is equivalent to the source texts voice at once mechanical and filled with feeling that 
comes as if from a great distance (Auster 1987, 7). Thus, the precise quality of the voice is 
lost, but it is clearly marked as different and the precise meaning does not seem pivotal on the 
thematic level. I suggest that the translators have captured the essence of the passage in this 
instance, but maintain that there is an issue of loss of precision when converting from verbal 
to graphic signs. 
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Narration 
Narration appears in the captions. It is used, as explained above, to create synergetic relations 
between words and images. The words thus provide an additional contextualisation that 
allows us to understand the iconic pictures. The transference of substantial amounts of prose 
is used where the action is not dramatic and included in the dialogue and where the pictures 
alone cannot communicate the content. An example of this use is in the introduction of Quinn: 
 
(Mazzucchelli and Karasik 2004, 3) 
This is clearly a word-specific strategy, as it is in the words the significant facts about Quinn 
are told. We are told about the loss of his family and his situation as a destitute writer of 
detective novels. This could probably easily have been told by pictures told, but the 
translators have chosen to convey a sense of location as well, and thus the books that Quinn is 
writing are depicted as one of the aspects of Quinns apartment. This characterises Quinn 
much more than his actual appearance does, and accordingly he is only represented by his 
foot. The pictures thus support the narration, but they do not present biographical information 
and location at the same time. Thus it can be argued that this is not a parallel strategy, but a 
word-specific (the biographical information) and a picture specific (Quinns change to 
detective novels). The information given is very dense, and this means that some of the 
information must be given by the words. In the novel, words play both parts, and, 
additionally, it has an option of only describing Quinn indirectly, never focusing on his 
appearance. As Quinn has to appear as a full character in the comic, he must be depicted, but 
this representation can be postponed until after the description, thus giving the reader the 
opportunity to form his or her own impression that can be paired with the graphic 
representation of Quinn. 
Quinn is introduced, and the issue of which physical appearance to give a character who 
is not described physically is solved by postponing the appearance of his person and 
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simplifying his image. An issue on the linguistic level is, however, that both dialogue and 
narration are only fragmented bits as compared to the novel. The verbal content may then be a 
fitting place to begin an assessment of how much of the meaning that is omitted. The question 
is whether the graphic elements compensate satisfyingly for the omissions, an in order to 
examine this, I need to take a closer look on the synergy created between the verbal and the 
graphic elements and the nature of the deletions. 
 
Deletions 
In McClouds quotation from page 96 of the graphic novel above, we find both dialogue and 
narration represented along the typical pattern of the comic medium. Here, I deal with 
deletion in the sequence of the graphic novel quoted by McCloud. I focus on how narration 
and dialogue are transferred to the graphic novel, and how they behave in relation to the 
graphic elements. This is the place, as it appears in the graphic novel: 
 
(Karasik and Mazzucchelli 2004, 96) 
The quotation from the novel below corresponds to the passage dealt with in McClouds 
example except for the last panel. Following Coughlan (2006, 837), I have bracketed the 
elements that have been transferred to the graphic novel: 
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[And this,] said Auster, turning to the woman, [is my wife, Siri.] 
The wife smiled her smile, said she was glad to meet Quinn as though she meant 
it, and extended her hand to him. He shook it, feeling the uncanny slenderness of her 
bones, and asked if her name was Norwegian. 
Not many people know that, she said. 
Do you come from Norway?  
Indirectly, she said. By way of Northfield, Minnesota. 
And then she laughed her laugh, and Quinn felt a little more of himself collapse. 
[I know this is sort of last minute,] Auster said, [but] if you have some time to 
spare, [why dont you stay and have dinner] with us[?] 
[Ah,] said Quinn, struggling to keep himself in check. [Thats very kind. But I] 
really [must be going.] Im late as it is. (Auster 1987, 122) 
 
When we compare this fragment with the extract from the comic, it becomes clear that much 
has been converted to graphics and that this conversion has compressed the story 
substantially. Both narration and dialogue have been reduced. The handshake and the polite 
discussion about the nationality of Austers wife that follows have both been deleted. It can be 
argued that the element polite conversation remains, along with the emotional wound 
inflicted on Quinn. In the comic, this wounding both appears in the captions and in the image. 
As McCloud explains, the image of the wounded Quinn is an interdependent construct: the 
wound is graphically represented and the cause is the conversation. In the novel, we get a 
description of Quinns emotions that may correspond to the wound, but it is found on the 
previous page: He felt as though Auster were taunting him with the things he had lost, and he 
responded with envy and rage, a lacerating self-pity. (1987, 121) This is somewhat similar to 
the caption found in this sequence, though it is clear that the caption also deletes much and 
that it modifies the text in order to make it serve its function better. The function of the 
caption can be seen as the reverse of the function of the image of the wound. The first image 
portrays the polite conversation and the happy family we know Quinn has lost, while the 
caption expresses the wound inflicted on Quinn. The image does the opposite: words express 
the conversation and the image the wounding. This means that if we see this as a picture 
sequence the word-picture balance is actually a duo-specific one. Thus, both channels present 
the same basic elements, but they do so separately, creating a flow of reading that shifts 
between images and words. On the level of the narration then, this movement may be 
interpreted as an adaptation. Words and pictures work together in the description of Quinns 
emotions. The captions or the graphic description could each be deleted, as they are contained 
in each other, to create a word or a picture specific combination. In the dialogue, however, the 
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elements that are actually included seem to be considered sufficient to represent polite 
conversation, and the purpose of this element, to show the discrepancy between Quinns 
emotions and the situation he is engaged in, is served by fewer words than in the novel. 
Thus, though much is conveyed by the graphics, both dialogue and narration is partially 
deleted. The point in the reduction of the text is to make it fit the limited space designated to 
words in the graphic frame while preserving the essence of the exchange. Deletion thus 
happens when elements of the verbal novel is found to be redundant for getting the thematic 
level of meaning across. The translators have felt no need to include Quinns question or the 
handshake in the graphics. They seem to be considered parts of the overall figure of polite 
conversation that serves as a backdrop to Quinns wounding. This is consistent with the 
character of Quinn, and shows why he is unable to respond positively to Austers invitation.  
Deletion is also an issue when multiple channels of the novel convey roughly the same 
meaning. Thus many of the intertextual elements of the novel serve as interpretative hints to 
the reader. Thus the novel encompasses both a reference to Moby Dick (1987, 63) and one to 
Don Quixote (ibid. 16), both have connotations of a more or less futile quest (like Quinns) 
and only one of them appear in the comic. But, the reference to Moby Dick is a marginal one, 
whereas the reference to Don Quixote is part of a larger encounter between Quinn, the main 
character, and Auster, the author turned character, and deals with Austers ideas about the 
complex narrative structure in Don Quixote (117 in Auster, 1987, and 92 in Karasik, and 
Mazzucchelli 2005). Thus, it can be argued that the loss is a small one. 
Another example of deletion is found on page 101 in the comic (Appendix E) and on 
page 127 of the novel. In the novel, we find a detailed description of Quinns aimless 
movements through the city, encompassing both the streets he walks on, the turns he makes, 
and the things he sees, In the comic, this is converted into an image of Quinn walking, seen 
from above, superimposed on a map of Manhattan. This picture-specific strategy deprives the 
reader of the opportunity to map Quinns movement, as he has mapped Stillmans, and 
subverts the effect of presenting the reader with a long, seemingly aimless, list of directions. It 
seems the translators, considering Quinns movement to be aimless, have simply given up any 
attempt at translating the complex movement and have chosen to replace this with an image 
that hardly says more than Quinn walked all over Manhattan for a while. Compared with 
the source text, this is a significant reduction. It can be described as a substitution, but so 
much potential meaning is lost that deletion seems a better description. 
The text of the novel continually has to be made to fit the space left for it, and the 
translators have to cut elements that cannot easily be converted into the comic form. 
Expressing the uncanny slenderness of her bones, for instance, could probably be 
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accomplished by graphic and verbal combination, but the translators have decided that the 
flow of the story does not allow for these kinds of detours when images bear the brunt of the 
telling. Even with verbal elements as support, the graphic novel chooses to delete much of the 
original details - though the constant deletions sometimes diminish the effect of the story. 
Thus, this is one of the central differences between the two texts. The novel can incorporate 
little detours from the plot by adopting an associative style, as it reports from Quinns 
consciousness, but the images are incapable of encompassing all of these 
The graphic novel is, on the whole, very faithful towards the plot of the novel, which, if 
we consider the fact that much of the thematic content is communicated by the plot, seems a 
choice which is consistent with a close macro strategy. Though a similar plot can be 
identified, the number of deletions I suggest above show that many of the details of the 
narration that allow us to interpret the open spaces of the plot are lacking. Below I examine 
one of the ways in which the comic compensates for this by adding another element, the 
returning symbolic icons. 
 
Returning symbols 
Symbolic icons are drawn elements that return form time to time and may change. They fit the 
thematic background of the story, but operate on the level of the narration. They are the 
individual, specific codes established by the comic. Including them is a picture-specific 
strategy. 
A good example is the symbolic crayon drawing of the crying child. This appears first 
in the introduction of Quinn: 
 
(Karasik and Mazzucchelli 2004, 7) 
While the captions deal with Quinns thoughts about detective novels, the pictures represent a 
zoom on a sleeping Quinn, bisected by the crayon drawing of the crying child. Since the 
words do not help us establish how the drawing should be understood, we must interpret it on 
the basis of the images alone. The drawings juxtaposition to the sleeping Quinn suggests that 
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it may belong in his sleep. He is perhaps dreaming of a crying child, perhaps of his dead son. 
In either case, the drawing is connected with childhood and childish emotion, and by its 
position it is suggested that this emotion belongs to Quinn, perhaps on a subconscious level. 
The icon appears again on page 33 (Appendix F), where its context is expanded. Here the 
crayon child is placed in the very last panel of a page devoted to Quinns thoughts on 
mistreated children. They have been mistreated in an experiment with their language 
development, or they have been found without language at different points in history. They 
are stylised, and this separates them from the main style of the story and brings them closer to 
the sketch of the crying child. The last three panels bring the images of Peter Stillman junior, 
Quinns dead son, and the crayon child together: 
 
(Karasik and Mazzucchelli 2004, 33) 
Cruelty towards children is unbearable to Quinn, and it triggers the emotional reaction we 
know from his dreams, thus providing an explanation for why he assumes the Stillman case. 
This is even supported by the captions and the juxtaposition of Quinns son and Stillman 
junior. At the same time the crayon childs pre-language scream and the misery of the 
mistreated children are drawn together, expanding the scope of signification to make the 
crying child an unconscious, unworded, image of lost childhoods and mistreated children. 
This symbolic icon allows the graphic novel to represent Quinns feelings graphically at 
appropriate places in the novel. In this example, it adds to other channels, adding the 
subconscious emotions of Quinn to his conscious thoughts, but in other places, the symbol is 
introduced without a basis in the novel. One of these places is the situation where Quinn first 
sees Stillman senior at the station, on page 52, in the graphic novel, and page 67 in the novel. 
The problem is that no references to Quinns emotions are found at this point in the novel. 
Though it has been created on the basis of the novel, it is a figure that is not there in the 
source text, which means that introducing it constitutes an addition. We are dealing with an 
additive interpretative gesture on behalf of the translator that cannot be argued to be 
consistent with the source text orientation of a literary translation.  
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The individual symbolic icons are thus employed by the comic to strengthen the plot of 
the comic, compensating for the impoverishing effect of the many deletions. They are also, 
however, employed as additive interpretations that suggest connections between parts of the 
plot that, at the most, are only implicitly connected in the novel. Thus, they replace the clues 
of the novel and this mutation favours a specific interpretation of the novel - which is clearly a 
step towards a more target oriented macro strategy. 
 
Graphic addition 
Another kind of addition is closely linked with the polysemiotic texture of the graphic novel. 
Pictures can tell stories without words, and this means that it is possible to contain several 
narratives in a sequence of images, telling the story verbally, while letting the other part add 
another layer of meaning to the main narrative. This is a synergetic, intersecting strategy, but 
half the meaning conveyed is additive. In this way, the translation fills some of the empty 
spaces left by the narration in the novel with suggestions for possible interpretations. An 
example is an addition of a story on page 79 of the graphic novel, told only in pictures, of a 
mother and her child with their story book in the park. This sequence is told in the same 
images that provide the background to Quinns dialogue with Stillman senior in Central Park 
(Appendix G). Another example is this one: 
 
(Karasik and Mazzucchelli 2004, 34) 
Here, the images suggest that a tree can be the lungs of a child. But the novel and captions tell 
us only that Quinn is wondering whether Stillman sees the world differently from him. 
Whether we are dealing with a parallel story, found in the same pictures that tell the main 
story, or whether the pictures intersect with the text, adding a unit of meaning not found in the 
novel, we are clearly confronted with additions. The first addition effectively makes the story 
denser, adding a story on a page where the action consists of the existential musings of 
Stillman senior. The instance I illustrate above, however, fills an interpretative space left open 
by the novel and the text of the graphic novel. A possible interpretation is that we are dealing 
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with Quinns deceased son. If so, the effect is an implication that Quinns thoughts revolve 
around his dead son, even if he does not admit this explicitly to himself. Thus, this addition 
functions as an explicitation, whereas the other merely supplies an image of the relationship 
between parents and children, illustrating Stillmans musings on children being a great 
blessing. The story expands the setting and adds to the complexity of the graphic novel, but, 
despite this, it is a deviation from the source text oriented macro strategy. 
 
Flouting the conventions 
An interesting aspect of the graphic translation is how it illustrates the broken conventions of 
the novel. As I have stated above, the novel establishes a sense of normality which is then 
dissolved. Here I list some of the ways in which the graphic novel breaks the conventions it 
introduces.  
 
The Panels 
One of the central elements of the novel is the sequential organisation of the graphic elements, 
and utilizing this is a picture-specific strategy. In this comic, the standard layout employed 
divides the page into nine units. These can either be separate images, or one or more units can 
be taken up by the same image. We find a few critical turning points where all nine units are 
inhabited by the same image (pages 23, 101, 124), but mostly we find that images inhabit one, 
two or three units, either vertically or horizontally, depending on the desired effect or on the 
pace of the narration. To take an example, the scenes that show Quinn in his apartment use all 
nine units of space with almost claustrophobic effect (11), while the more epic sequence that 
depicts Quinn scanning the crowd of the train station for Stillman senior employs 3 vertical 
images, consisting of three units each, that provide the reader with a large quantity of 
information per image, mimicking the frustrating necessity of having to discard much of the 
received information when scanning a crowd (51). 
In the novel, the story disintegrates in the final chapter. Here Quinn finds his way to the 
now abandoned Stillman apartment where he writes in his notebook, waiting for the story to 
end.  A peculiar light-dark cycle replaces day and night, and we are told that This period of 
growing darkness coincided with the dwindling of pages in the red notebook (1987, 156). It 
seems that the main character, unable to bring the story to a satisfying conclusion or to return 
to his point of departure, has transgressed the normal boundary of the story and is now only 
holding on to his existence through a fragile link to the case. When the pages finally run out, 
the narrator unexpectedly steps in, assumes responsibility for the text, criticises Auster, who 
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behaved badly throughout (1987, 158), and concludes the story with a telling contemplation 
on where Quinn may have disappeared to. 
These are dense literary spaces. We do not expect characters to cling to life after the 
conclusion of the story, or narrators to tell us that they despise the author. In the graphic 
novel, Quinns disappearance is tied to a breakdown of the panel layout. Beginning on page 
127, and continuing until the narrator steps in with a different type of panels, the system 
disintegrates and disappears (Appendix H). The new mode of narration towards the end (page 
136) is reflected in a new way of separating the images, (Appendix I), and the narrator leaves 
the captions and is given his own graphic representation on the page in the form of the 
typewriter. These movements highlight the new importance of the narrator as he assumes the 
role of character, and the compromise of giving him a graphic representation, without making 
an attempt to draw his person (is it even a he?), works well as a way to capture the paradox 
of introducing an important character that we know nothing about. Again, the synergetic 
nature of this strategy means that giving the narrator a graphic representation at all constitutes 
an addition (no type-writers are mentioned in the text), but the different representations of the 
open spaces change very little on the thematic level. The function of the iconic representation 
of the narrator and the disintegration of the panel structure is to maintain the openness of the 
text, not to add an interpretation as the symbolic icons do. It is possible, then, for the 
translation to employ additive graphic elements in a way that remains faithful to the open 
pattern of the source text, and this shows that the graphic novel can draw strength from the 
polysemiotic nature of the comic form. 
 
The Stillman monologue 
Another place where the conventions of the graphic novel are broken is in the Stillman 
monologue. As I have established above, the comic employs a standard mode of narration, 
which is characterised by a specific style, both in terms of the drawings, the panels, and the 
speech balloons of the characters. To these elements, we can add the fact that images and 
words more often than not support each other. The different modes of word and picture 
interaction that McCloud introduces us to include both those with an obvious connection 
between words and pictures and those with no relation at all. Usually, the two types of 
elements are interconnected in the comic, but the Stillman monologue breaks with this 
convention. The effect is that the reader is challenged to find meaning in the parallel 
combinations. 
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In the novel, Peter Stillman juniors voice is a powerful force that replaces the narration 
from page 18 to 26. The punctuation is strange, the sentences fragmented and self-referential, 
and the subject is one of abuse: 
 
He will come. That is to say, the father will come. And he will try to kill me. Thank you. 
But I do not want that. No, no. Not anymore. Peter lives now. Yes. All is not right in his 
head, but still he lives. And that is something is it not? You bet your bottom dollar. Ha ha 
ha. (Auster 1987, 22) 
 
The voice becomes disembodied because it is separated from the descriptive narration. And 
because it goes on for so long, we almost forget that a specific person is speaking. The voice 
mirrors the man, who we are told has a body that is rigid and yet expressive, as if the 
operation were out of control, not quite corresponding to the will that lay behind it (Ibid. 17). 
In the graphic novel, the picture of Stillman himself takes up six panel-units: 
 
(Karasik and Mazzucchelli 2004, 14) 
Presenting this information in the picture is a picture-specific strategy, and the picture itself 
does not correspond to the description in the novel, which would require it to capture the basic 
incongruence between body and will. There are no words to specify that we should interpret 
this as anything but a man who walks strangely. Instead, these elements have been relocated 
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to the monologue itself. The gap between Stillmans will and the control of his body is 
reflected in his speech by a double breakdown of the standard mode of conveying meaning. 
Firstly, it is conveyed in the parallel pictures and words: 
 
(Karasik and Mazzucchelli 2004, 21) 
Not only is there a gap between the voice and the object it is represented as coming from, the 
sequential combination of the images is broken as well. The man is dislocated from the 
speech, showing it as coming from different objects that reflect (or do not reflect) the 
associations the speech is expected to give. The physical room of the narration becomes 
unimportant as compared with the challenge to find meaning in the words. This is reflected in 
the replacement of the visual representation of the Stillman apartment with the voice and the 
objects/elements it invokes. The visual representations that accompany the voice challenge 
the reader to find meaning in them, just as the naked words and their strange punctuation 
challenge us to find meaning in this dislocation - in the same way as the narration of the novel 
subjects us to Stillmans disembodied voice. 
This is an addition; the comic employs its own ways of disrupting the reader-author 
relationship. Presenting the reader with a whole chapter dedicated to a monologue of a 
character, who then disappears, certainly subverts reader expectations and constitutes a break 
from the normal mode of narration. The effect is mirrored in the comic by utilising the 
interplay between words and images, a mode of narration not available to the novel. The 
effect is supported by additions native to the comic form, showing its potential, but distancing 
itself from the novel in the process. 
 
Form and choice in intersemiotic translation 
In my introduction, I asked the question if the intersemiotic quality of the translation has an 
impact on how the graphic rendition of Austers novel transfers story and themes. In order to 
answer this, I have discussed the differences between interlingual translation and 
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intersemiotic translation to find out whether the analytical tools suggested by interlingual 
translation studies are relevant for the kind of intralingual translation that translates between 
the novel and the comic medium. As the semiotic composition of source and target text in this 
translation, is different from those Schjoldagers translational micro strategies have been 
created to describe, they are badly suited to the transfer accurately. The tools required for such 
a description must concern themselves with more than the purely symbolic sign system. To 
compensate for this, I have borrowed from what I believe is a nuanced description of the 
principles behind comic storytelling, and used these to create strategic categories that shed 
some light on the translational transfer. While using these categories, I have had to rely on 
McClouds descriptions of what the effect of, for instance a word-specific focus is. Far from 
being able to work with every aspect of comic storytelling, I have had to choose the elements 
I found essential, and it is clear that my combination of these concepts with the micro 
strategic ones is neither as exact nor comprehensive as it could be. The intersemiotic micro 
strategies presented here thus need to be expanded, exemplified, and clarified beyond what 
this project could manage. 
In my analysis have had to keep an eye on the literary qualities of both source and target 
text in order to consider the success of the graphic novel as a literary translation. I have found 
that there are problems a translation from a purely verbal text to a polysemiotic one must 
overcome. Some elements are more easily conveyed by iconic elements than others are. 
Visual elements, such as scenes or the body language of the characters, are, of course, very 
easy to convey on the graphic level. However, the novel in question is not of a very visual 
nature, and we can assume that there is always be a point when a literary text leaves 
something untold. In this translation, Quinns appearance would be an obvious place to add 
interesting details, but the fact is that we are never given a physical description of Quinn in 
the novel. By employing a mixture of selective framing and simplified drawings, the 
translation compensates cleverly for this, but not all the solutions in the graphic novel are 
equally ingenious. While some elements are translated very effectively (Auster hiding 
tentatively behind his door is a good example), other elements are completely deleted. 
Thus, the Quinn of the graphic novel never experiences the slenderness of the finger bones of 
Austers wife - and Moby Dick is not mentioned at all. Indeed, the number of aspects that are 
left out leaves us with a highly compressed story. The translation chooses to dodge some 
issues by leaving them out, but this fortunately never happens with elements that are 
important for the story.  
A central aspect to consider in relation to translation studies is the fact that the 
reconstruction of a story with iconic signs gives the translator a lot of possibilities of 
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signification that the source text does not have. This can be seen as a gain, since having both a 
visual and a verbal dimension gives the translator the option of conveying the elements that 
are subjectable to visual representation more clearly than a monosemiotic text can. Though 
this is at the cost of the verbal material and a loss of some of the benefits of verbal 
transmission, this graphic novel illustrates that, to a creative translator, the problems this 
poses are not insurmountable. It should thus be possible to make a very close translation of a 
novel in the comic form, despite the intersemiotic difficulties. 
However, the heavy deletion, along with the additive interpretations that the translators 
supply, suggests that this a more target oriented translation than I had expected from the 
statements of Mazzucchelli and Spiegelman. The deletions can be ascribed to semiotic 
difficulties, but what about the additions? My answer is that the translation aspires to be more 
than a good vehicle for the literary content of the novel. Some of the elements that are added 
render central aspects of the novel most faithfully - but they also add a synergetic effect of 
pictures and words that is not available to the source text. One of these instances is the 
Stillman monologue. In the novel, the monologue deconstructs the human relation to language 
and the characters relation to the writer by showing us a character who has lost his language, 
as well as his father and his author. In the adapted passage of the graphic novel, the image-
word relationship of the comic medium is used to full potential by letting the gap between the 
usually coordinated words and pictures shine through. The comic thus manages to contain the 
unsettling aspects of the novel while illustrating the profound potential of the target form at 
the same time. Thus, translation gains from using the polysemiotic texture of the target 
medium - though the story also adds additive interpretations that are more unbecoming. Thus, 
contrary to their obvious ability, as well as to my expectations, the translators seem to choose 
condensation and a focus on the possibilities of the comic form over a source text oriented 
focus. 
Another semiotic problem has to do with the polysemiotic nature of the comic.  The 
problem can be illustrated by looking at the places in the translation where the verbal 
elements are allowed to dominate. When the meta-reflections and scenic shifts take over from 
the dialogue, it is usually expressed in the captions. This means that the form becomes more 
like illustrated prose and less like graphic storytelling. Here the form is in conflict with the 
content, and to remain a comic the prose in the graphic novel must be kept to a minimum. 
This also explains the addition of elements on the picture level in scenes where the words bear 
the brunt of the storytelling. An instance can be found in the dialogue between Quinn and 
Stillman senior where the pictures would only convey the setting, if it was not for the 
inclusion of a, purely graphical, parallel story. This can be seen as an attempt to employ 
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graphic elements where none are necessary in an attempt to avoid reducing the graphic novel 
to illustrated prose. 
In spite of their ability to handle the semiotic problems posed by the translation, the 
translators choose to distance themselves from the objective of translating. This does not 
mean that it is impossible to tell the story in the comic form without deleting as heavily as 
Karasik and Mazzucchelli have chosen to do, but it highlights the fact that the graphic novel 
would need to be longer, and perhaps utilise fewer of the interesting possibilities the comic 
form has to offer if it was to convey the story more accurately. Usually the polysemiotic 
nature of the comic strengthens it, but the temptation to enlist words to do what they do best 
must be avoided when translating prose. If the images do not convey a significant part of the 
meaning originally carried by words, the translation runs the risk of becoming little more than 
a thorough illustration. 
 
Conclusion 
It is not possible to describe the intersemiotic transfer along the micro strategic terms I 
borrowed from Schjoldager satisfyingly. I have suggested that this is due to a too narrow 
conceptualisation of sign, and I have suggested that Peirces description of the difference 
between symbolic and iconic signs may fare better. We still need a framework that can help 
us understand the intersemiotic transfer between novel and comic in more detail, and I have 
suggested that comic theory can be combined with translation studies idea of defining micro 
strategies to supply such a framework. This means that the need for creativity in an 
intersemiotic translation does not necessarily result in a target text oriented translation, and 
that a close intersemiotic translation from a novel to the comic medium is absolutely possible. 
There are problems to be overcome, but I hope to have shown that just like a creative 
translator can handle these, translation studies can be expanded to describe them as well. 
As I mentioned in my introduction, the idea behind the graphic translation of City of 
Glass was twofold. It is supposed both to show its potential as a literary medium, and to 
illustrate the unique possibilities of this medium. Accordingly, the translation shows its ability 
on two levels as well. If we consider Mazzucchellis statement about how he and Karasik saw 
the transformation of the text more as a translation than as an adaptation, this suggests a 
literary focus and a matching source text orientation. Mostly, this strategy is followed and 
thus the comic form illustrates that it can be a proper vehicle for literary content. To this we 
can add the purpose of Spiegelmans project. This was to create a work that could add 
substance to the concept of the graphic novel. This cannot be achieved without utilising 
some of the distinguishing aspects of the comic form, and the graphic novel does exactly this. 
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The comic moves beyond accurate translation, presenting the reader with challenging new 
graphic symbols to make sense of, with sequences of cryptic images that can only be 
interpreted if we consider the narrative situation carefully, and with a focus on the relationship 
between words and what they represent. Everything accomplished while remaining within the 
thematic framework of the novel. Important changes occur, the translators misstep, they add 
and delete elements, and important features of the original work are lost. I find, however, that 
the novel more than compensates for this by illustrating the destabilising possibilities of the 
polysemiotic form. 
As the City of Glass: the Graphic Novel moves beyond the source text to illustrate what 
comics can do, I hope to have moved a bit beyond interlingual translation studies and to have 
enlightened my reader on both the subject of intersemiotic translation and the potential of 
comic storytelling. 
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Résumé 
In this project I use theory from the field of translation studies to analyse the graphic version 
of Paul Austers City of Glass. In the introduction, I state that I believe that this version of 
City of Glass is a rather close translation of the original, and that this project is designed to 
find out whether and how the comic is able to convey the meaning of such a highly complex 
literary form. Before I can discuss this as a translation at all, however, the project must first 
distinguish between theories that see translation as a purely linguistic phenomenon, and those 
theories that include other types of textual transformations as a part of the field. This is done 
in the section Defining translation which finds that Jakobsons definition of translation 
includes the concept intersemiotic translation that describes transformations from verbal 
sign systems to other sign systems. 
The project then moves on to consider what the consequences of translating literary 
content is in the section Literary translation. This section argues that form is important in 
literary texts, and that conveying the content in another form may be problematic. This makes 
it crucial to establish what the thematic content of the novel actually is, and, accordingly, the 
next section, City of Glass, the novel provides a brief literary analysis of the novel. The 
reading presented in this section holds that the novel is a meta-fictional work that subverts 
reader expectations through the plot, the characterisation, and the narrative situation. This 
challenges the reader to move beyond the perspective of the main character, Quinn, in order 
make sense of the different destabilising elements. 
Returning to the concept of Intersemiotic translation, the next section employs 
Gottliebs description of multidimensional translation which presents four parameters that can 
be used to classify intersemiotic translations. These are semiotic identity, the presence of 
verbal material, the changes in semiotic composition, and the presence or absence of 
conventions that can influence the translation. The first three of these concepts are used to 
classify the translation as an intersemiotic, supersemiotic, and deverbalising construct. This 
classification is used to argue that a closer description of the semiotic composition of the 
target semiotic system will help me describe what goes on in the translation process. In order 
to do this, however, I need a description of the sign that encompasses both visual and verbal 
elements. 
The next section Conceptualising the sign provides exactly this. Here I examine 
Saussures sign, which has been used by Susan Bassnett to describe some of the central 
problems in interlingual translation. I then and asses the relevance of Saussures sign to 
intersemiotic translations, and argue that Saussures description of the sign as a signifier, 
which is arbitrary to its signified, is too narrow to be useful when analysing a translation that 
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employs graphic elements. I then suggest that Peirces division of the sign, into index, icon, 
and symbol, is better suited to describe translations that convey meaning with a combination 
of words and pictures. I also argue that, because iconic signs work through resemblance, they 
have a wider scope of signification than symbolic ones, and that this is a problem that 
intersemiotic translations must overcome. 
I then turn to Schjoldagers concepts of translational micro and macro strategies. The 
latter describes how translations can be seen as either source or target text oriented, depending 
on the purpose of the translation. I then go on to discuss whether the micro strategic concepts 
Schjoldager presents are useful when considering an intersemiotic translation. I divide them 
into two groups and argue that they are much better suited to describe linguistic translations 
than intersemiotic ones. In the first selection of strategies, this is because they describe how a 
translation can compensate for the difference connotations of words across languages. This is 
argued to be irrelevant for a translation that translates from words to pictures. The other group 
can be used describe this type of intersemiotic translations, but the concepts overlap and can 
be reduced to the concept adaptation, which includes the categories deletion and 
addition. These concepts are too vague to allow me to judge the target or source text 
orientation of a translation, and I argue that they must be expanded with a more detailed 
descriptions of what how comics tell stories. 
My next section, Signification in comics suggests that McClouds description of 
comic storytelling can perform this task. From his theoretical description of comics, I select 
three aspects that are relevant for my analysis: the sequential images, the combination of 
words and images, and the style of the images. These three aspects of comic storytelling are 
some of the important ways in which comics narrow the wide scope of signification of the 
iconic sign. 
My next section, Methodogical considerations, summarises my theoretical 
foundations. I emphasise the importance of operating on both the graphic and the verbal levels 
of signification in my analysis. I then argue that on the basis of McClouds description of the 
principles behind comic storytelling, I can identify different intersemiotic micro strategies that 
a translator can deploy. Keeping in mind that I am dealing with a literary translation, I move 
on to use these concepts along with those of addition and deletion to discuss whether the 
adaptational process results in a source or a target oriented translation. 
This is done in the actual analysis of the graphic novel City of Glass. I begin this 
section with an analysis of how the verbal elements, narration and dialogue, are conveyed in 
the graphic novel. I then move on to discuss the pattern of deletion by focusing on the verbal 
elements that are found in the graphic novel. Furthermore, I describe how the graphic novel 
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also adds certain elements that are not found in the source text, and then I move on to examine 
some of the places where the graphic novel conveys the subversive qualities of the novel. I 
argue that here the graphic novel maintains a source text oriented focus, but that it also 
manages to move beyond this, showing us how the polysemiotic quality of the comic can be 
used to create effects that the novel would be hard pressed to copy. 
These results are then discussed in relation to the question I asked in my introduction; 
of how closely the graphic novel manages to convey the thematic qualities of the source text. 
First, I evaluate the concepts I created for my analysis, and then I move on to discuss the 
difference in the strengths of the two semiotic systems. The graphic novel must overcome the 
semiotic problems to be able to accurately convey the content. The project then highlights 
some of the places where the comic manages to do this, but it also considers its failures as a 
literary translation - for instance in the many deletions. I move on to asses the success of the 
graphic novel, and argue that it is a much less source text oriented translation than I had 
expected. This is explained with a reference to the fact that the comic both set out to convey 
the literary content, but also to show what the form is capable of in itself. Even though there 
are places where the source text manages to be source and target text oriented at the same 
time, this last objective would have been hampered by a too source oriented strategy, as this 
could have resulted in the inclusion of additional verbal elements. This would have been 
problematic because the comic runs the risk of reducing itself to illustrated prose if it relies 
too much on the story telling capabilities of the verbal elements. 
I conclude that though there are many places where the graphic novels falls short of its 
objective to act as a vehicle for literary content, it also contains passages in which it proves 
itself able to do perform this function. It compensates further for the shortcomings by adding 
an extra dimension to the deconstructive elements that it conveys brilliantly. I show that it is 
possible to describe this type of intersemiotic translations, and the graphic novel shows that 
intersemiotic translation is difficult, but possible, and that gain in the target text does not 
automatically come at the cost of a loss elsewhere in this type of translation. 
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Appendix A 
 
 
 
 
 
Describing the graphic translation of City of Glass as a supersemiotic, deverbalising 
translation, I can place the translation in either cell number 5 or 14. The translation can then 
be compared with Acted stage directions and a Screen adaptation of a novel. Whereas 
acted actors must follow the directions rather closely to make the play work, there is noting, 
except from the wishes of the filmmaker, that guides the choice of target or source text 
orientation in this context. Similarly, I cannot think of any conventions that guide the 
translation I analyse in this project, and thus it is an adaptational translation according to this 
parameter.   
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